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Chapter 1: Tangents by James Campbell 
 James Campbell (b. 1953) is the Director of Percussion Studies and Professor of 
Music at the University of Kentucky. His impressive performance credentials in the 
classical and jazz fields include work as Principal Percussionist with the Lexington 
Philharmonic and drum set artist with the Kentucky Jazz Repertory Orchestra. 
Additionally, Campbell is highly regarded for his extensive history with Drum Corps 
International as a leader, instructor, judge, and arranger. Other significant service roles 
include being Past-President of the Percussive Arts Society (PAS) and numerous years as 
President of the Kentucky Chapter of PAS. 
 Campbell studied primarily under Paul Steg at Northern Illinois University where 
he received his master’s degree in Percussion Pedagogy and Performance and bachelor’s 
degree in Music Education. His multiple compositions for percussion ensemble, solo 
percussion, and writings on music have earned him a strong reputation as an author and 
composer. 
 Tangents, Campbell’s first published timpani piece, was written in 1997 and 
combines African, Latin, jazz, and fusion themes. The piece is scored for five timpani 
and hi-hat and incorporates tuning changes, assorted mallets, and extended performance 
techniques such as vibrato and playing in the center of the drumhead. The performer 




Dexterity of all limbs is crucial as the piece requires rapid movement across the timpani 
in addition to extended tuning techniques and rhythms played on the hi-hat with the feet. 
 Campbell wrote Tangents as an exploration of commercial styles innovatively 
arranged for the timpani. In an interview between the composer and Belmont alumnus 
Joshua Watkins, Campbell described the piece as through-composed with four main 
sections, including introductions, transitions, and tags (Watkins 2013, 3). Table 1.1 
illustrates the form of Tangents. 
Table 1.1. Form of Tangents 




G, C, D, F, G 
Common time, opening 




A 8-51 Cáscara, rhumba 
clave, and guaguancó 
B 52-98 G, C, E-flat, F, 
G-flat 
Blues scale and 12/8 
time 
Transition 99-102 





Mixed meter fusion 
dance with hi-hat 
simulating a 
tambourine 
D 136-147 African agbekor 
rhythm in 12/8 time 
Tag 148-End Fast, virtuosic flurry 
Source: Watkins, Joshua. 2013. “A Collection of Percussion Works Important to the 
Modern Professional Percussionist.” 3. 
  
 The introduction contains a fanfare that uses call and response motives, different 
playing areas, and contrasting dynamics. A marcato staccato accent indicates a stroke in 




creates a less resonant sound. Paired with a dynamic marking of piano, this effect creates 
contrast from the loud, forceful preceding motive presented on the most resonant part of 
the drum. 
Example 1.1. Campbell, Tangents, marcato staccato accent, p. 1. 
 
 
 Section A begins with a cáscara pattern in the right hand as seen in Example 1.2. 
The cáscara pattern can regularly be found in Latin music in the timbale part—usually on 
the shell of the drum. In Tangents, this pattern is played on the head of the twenty-three-
inch drum instead of the traditional shell playing area. 
Example 1.2. Campbell, Tangents, cáscara, p. 1. 
 
 
 Measure twelve introduces a 3-2 rhumba clave pattern played by the hi-hat, seen 
in Example 1.3. Clave, literally translated “key,” provides a foundation in Afro-Cuban 
music, bringing together the various rhythms of a Latin ensemble. It can be performed in 
either direction (3-2 or 2-3) and occasionally switches during different sections of a song. 
The clave direction becomes identifiable by the number of notes within the measure; thus 
the 3-2 pattern will have three notes in the first measure (three side) and two in the 
second (two side). The specific rhythms of the clave types are given below in Example 
1.4. Looking closely at this example, one can see the son clave and 6/8 clave are similar 
in sound but different in meter. The rhumba clave, however, displaces the third note of 




Example 1.3. Campbell, Tangents, rhumba clave, p. 1. 
 
 
Example 1.4. Acevedo, 2017, Afro-Caribbean & Brazilian Rhythms for the Drums, p. 9. 
 
 
 The cáscara and rhumba clave patterns serve as an ostinato for the deconstructed 
guaguancó that enters via an eighth-note pick-up to measure twelve. Notes are added 
over the course of four measures to complete the rhythm seen in Example 1.5. The 
guaguancó comes from a family of three common rhythms found in the Cuban rhumba 
(the other two being Yambú and Columbia). Guaguancó exists in two different styles 
originating from Havana and Matanzas. Traditionally, the pattern is split between the 
salidor and tres golpes congas while a clave and cáscara are present. The guaguancó 
found in Tangents belongs to the Havana style and is played on the bottom two drums. 
The standard tumbadora tuning of either a fourth or fifth was kept between the two 
drums, consisting of G and C. The note played in the center of the head (denoted by the 







Example 1.5. Campbell, Tangents, guaguancó, p. 1. 
 
 
 Example 1.6 shows the combined patterns that form the groove in Section A. The 
guaguancó and cáscara patterns can be seen on the top staff while the rhumba clave 
exists on the bottom staff played by the hi-hat. Four-measure solo lines are periodically 
interjected between sets of this pattern until measure 32, where the guaguancó undergoes 
a deconstruction phase similar to its introduction. The end of Section A presents a legato 
melody using medium-soft mallets inspired by the previously heard guaguancó. 
Measures 50 and 51 allow time for the performer to exchange the right-hand timpani 
mallet for a snare drumstick in order to play the hi-hat in Section B. 
Example 1.6. Campbell, Tangents, combined patterns, p. 1. 
 
 
 Section B presents a 12/8 swing style with the drums tuned to pitches of the C 
blues scale. The swing style is implied by producing rhythms on the first and third 
partials of the triplet. The hi-hat played by the foot on beats two and four further suggest 
this idiom. Measures 52-60 introduce a dialogue between the drums and hi-hat while 
allowing time for tuning changes. The next six measures restate this theme and allow 
time for the performer to replace the drumstick with a medium-soft timpani mallet. 
 The remainder of this section consists of soloistic ideas in the blues style. Shown 







of the section. This marking, similar to a trill, means vibrato. To achieve this, the 
performer must strike the head and repetitively wipe the mallet back and forth in the 
playing area to produce a slight pitch bend. 
Example 1.7. Campbell, Tangents, vibrato, p. 4. 
 
 
 The end of this section utilizes a metric modulation to set the new tempo. Shown 
in Example 1.8, preparatory material begins three measures before the actual modulation 
takes place. The first measure contains the base rhythm necessary for the repetitive notes. 
As the second measure’s left-hand rhythm remains unchanged, the right-hand stops 
playing. The next measure continues with the dotted eighth note becoming the new 
quarter note in measure 99. Using a vamp of straight eighths on the twenty-three-inch 
drum, the remaining two measures allow the soloist to tune new pitches and change 
mallets. 
Example 1.8. Campbell, Tangents, metric modulation, p. 4. 
 
 
 Section C presents a fast mixed-meter dance that uses 4/8, 5/8, 6/8, 7/8, 9/8, and 
12/8 time signatures. Measures 111-115, seen in Example 1.9, show an interesting 
creation of a polymeter between the hands and foot that occurs only once in this section. 
The hands represent pairs of mixed meter patterns in 7/8 and 5/8 while the hi-hat 




provides a straight 4/4 time. The resulting juxtaposition resolves in measure 115 when the 
downbeat and hi-hat align. 
Example 1.9. Campbell, Tangents, polymeter, p. 5. 
 
 
 The half-opened hi-hat starting in measure 117 simulates a quasi-tambourine 
effect (Watkins 2013, 3). This section represents a mixed-meter fusion drum set part with 
drum set-inspired fills in measures 131 and 135. The fill in measure 135 also incorporates 
a set of quarter-note hi-hat crashes that help the performer perceive the next section’s 
rhythmic pulse. 
 Simulating the West-African Agbekor style of drumming, Section D features a 
gankogui bell pattern orchestrated around the timpani. Example 1.10 shows a gankogui 
bell pattern and its application in Tangents. Split between a large and small bell, the 
larger bell signifies the downbeat of the measure. This idea can be applied to Tangents by 
accenting the bottom drum more heavily. 







 The gankogui bell pattern can be felt at different metrical levels. Through 
application of the hi-hat, the pattern starts with a quarter-note pulse for the first four 
measures then switches to a half-note pulse. The pattern is then deconstructed in a way 
that is similar to the guaguancó in Section A. The last two measures function as a tag, 
ending at a quicker tempo and featuring a fast, virtuosic flurry of notes that bring the 
piece to an exciting end. 
 Tangents draws from multiple aspects of percussion styles and performance 
techniques. In addition to an advanced “typical” approach to the timpani coupled with 
Latin drum set skills, the performer must possess knowledge of West African percussion 
idioms. This piece shows that technique and instrumentation from multiple areas of 




Chapter 2: Temazcal by Javier Álvarez 
 Javier Álvarez is most known for his extensive electroacoustic compositional 
output. Before moving to the United States in the early 1980s, he studied clarinet and 
composition with Mario Lavista in his native Mexico. He later travelled to Britain to 
attend the Royal College of Music and City University of London. He has written 
multiple chamber and symphonic works in addition to electroacoustic music, and his 
compositions have been performed around the world, including by the Mexico City 
Philharmonic, the London Sinfonietta, and the Chicago Symphony Orchestra. 
 Between 1993-1999, Álvarez received numerous awards including the Lionel 
Robbins Award, ICEM Prize, Mendelssohn Scholarship, Gemini Fellowship, and awards 
from the Bourges International Festival and Austria’s Prix Ars Electronica. He was also a 
founding member of the Sonic Arts Network and served as a member of the Mexican 
Endowment for the Arts and Culture. 
 As an educator, Álvarez has held teaching positions in various countries. In 
Sweden, he taught at the University of Hertfordshire and the Malmö Music Academy. In 
London, he taught music technology and composition at the Royal College of Music, 
City University, and Guildhall School of Music. He also served as Artistic Director with 
the Society for the Promotion of New Music in 1993. After returning to Mexico, he 




in Mérida, Yucatán. Álvarez now lives in Mérida, Yucatán, where he maintains a career 
in composition and animation. 
 Álvarez often incorporates non-Western dance music into his works. Pieces such 
as Papalotl (1987) for piano and electroacoustic sounds feature music from a variety of 
Spanish dances, while Mambo a la Braque (1991) includes Cuban music. The inspiration 
of Mannam (1992) comes from the South Korean kayagum, a stringed instrument similar 
to the zither. Offrande (2001) features Caribbean music through a mix of steel pans and 
electroacoustic sounds. 
 Temazcal (1984) is Álvarez’s first electroacoustic work where a digital 
soundscape track accompanies the solo maracas. Temazcal, an ancient Aztec word 
meaning “water that burns,” is a Mesoamerican ceremony in which participants are 
placed in a low-heat sweat lodge as an act of purification. Any programmatic implication 
from the title is left to the listener’s imagination, but the maracas and playing style called 
for in the piece are suggestive because they originate from Central and South America. In 
most Latin American countries, the maracas tend to be an accompanimental instrument, 
but in Venezuela, they are featured soloistically. Temazcal references the Venezuelan 
style of playing because of its soloistic treatment of the maracas. 
 Temazcal is through-composed and highly improvisational. The score consists of 
two lines: the bottom contains the realized maraca part while the top line shows a graphic 
notation of the digital track. Within the graphic notation exist a number of aural cues, 
handwritten designs, and conventional note heads that help guide the soloist throughout 
the piece. Example 2.1 shows a page of the score. The score contains standard notation 




The graphic notation shows written cues along with drawn depictions of the sounds from 
the track. 





 Short rhythmic patterns combine with dense virtuosic passages to create a 
complex design. These variations are juxtaposed, superimposed, and set against similar 
passages on tape, thus forming an overall intense polyrhythmic web. This eventually 
dissolves, clearing the way for a more traditional style of playing. The sound sources on 
tape include fire burning, pizzicato double bass for sharp attacks, bamboo rods struck 
together for rhythmic passages, folk guitar, harp, and the rattling sounds of maracas. 
 In Álvarez’s program notes, he describes the work as follows: 
The score is intended as a mere map of possible realization and thus should only 
be used for rehearsal purpose. The performance must be done without score in 
order to preserve the improvisatory character of the work. The score is notated 
spatially except for passages where specific rhythms have been indicated. The 
maracas’ patterns are notated in a traditional way, that is, right hand on the upper 
half of the line, left hand on the lower. The following notational convention has 
been adopted:             in which the note head represents the actual attack tied over 
to its natural bounce, the latter not being articulated as a separate attack. The 
pattern indicated at the beginning of a passage is the main pattern of that section 
and should be continued with the other subordinate patterns indicated by . 
(Álvarez 1984, para. 1) 
  
 Álvarez’s intention with the score is thus to provide the soloist with a roadmap of 
sounds presented in the digital track along with an example of maraca rhythms. The 
notational system provided for the maraca part consists of cells containing rhythms that 
may be continued in succession, improvised upon, altered, ornamented, or ignored 
entirely. In his program notes, the composer includes an example of the binary and 








Example 2.2. Álvarez, Temazcal, binary and ternary passages. 
 
 Venezuelan Joropo maracas should be used in order to remain true to the South 
American instrumentation and achieve articulate rhythms. The composer also requests 
that the soloist amplify each hand separately using two microphones. Both should be 
equalized slightly high in order to capture high- and mid-range frequencies. Performances 
should include a total of four speakers, with the two front speakers facing the audience to 
provide clarity of the maraca part while the back two speakers play the digital track. 
Figure 2.1 shows the composer’s intentions for spatial layout and tape specifications. 
 
Figure 2.1. Álvarez, Temazcal, spatial layout and tape specifications 
 Joropo maracas require a specific technique to produce a highly articulate sound. 
Held vertically, the maracas should sit comfortably in the hands with the chamber of 
beads on top. The initial sound is achieved by an “upstroke” with the rebounded sound as 




rhythm of continuous notes occurs. If both hands perform a combination of the upstroke 
in one hand at the same time as a downstroke in the other hand, the resulting sound will 
be one note. Following this one note with two separate rebounds results in a triplet 
pattern. This triplet is the base of the 3/8 pattern prevalent in Temazcal. Binary patterns 
may be achieved by alternating up and down strokes hand-to-hand. As most techniques in 
percussion produce sound through downstrokes, the soloist must break pre-existing habits 
to learn this technique. 
 Temazcal provides the soloist an opportunity to program a highly structured piece 
that incorporates free improvisation. South American culture could be included through 
cinematography, attire, and dancing to support the pieces programmatic elements. 
Lighting and theatrical movements by the soloist are also encouraged to further enhance 
the audience’s experience. For my recital, I chose to avoid more overt cultural references 
and wore all black with dimmed lights before starting the piece. Standing in the direct 
line of two Leko lights (not yet lit), I stood still, looking down at the ground in front of 
me. Thirty seconds after the start of the track, I had the two lights slowly rise for one 
minute until fully lit, providing the only stage lighting for the piece. During this time, I 
slowly raised my head until looking past the audience at the back wall. One minute and 
thirty seconds into the track marked the point of full light and my entrance with the 
maracas. All choreographed motions from this point on reflected the sound produced by 




Chapter 3: Prism Rhapsody for Marimba and Orchestra by Keiko Abe 
 Keiko Abe’s Prism Rhapsody for Marimba and Orchestra written in 1995 is 
based on her work Prism for Solo Marimba that was composed nearly a decade earlier. 
Additional adaptations include a duet for two marimbas and a duo version with orchestra 
accompaniment. While Prism Rhapsody uses harmonic, rhythmic, melodic ideas, and 
entire passages from the original Prism for Solo Marimba, much new material was 
developed for the orchestral concerto version. 
 Keiko Abe was born in 1937 and began playing the marimba at age twelve after 
attending a concert held by Lawrence Lacours, who toured Japan with his marimba as a 
musical evangelistic missionary in 1950. Previously, only the xylophone had appeared in 
the country, introduced by military musicians in the 1920s. Inspired by the Lacours 
concert, Abe augmented her piano, voice, and composition studies with percussion 
lessons and ultimately attended Tokyo Gabugii University where she obtained a 
bachelor’s degree in Music Education (Kastner 1989, 45). 
 Abe’s primary teachers—Toshio Kashiwagi, Shosuke Ariga, and Masako 
Sasaya—influenced her greatly as a composer. She learned music theory, composition, 
and piano with Sasaya through the analysis of jazz and Baroque keyboard works. Given 
popular melodies and chord symbols, Abe improvised and accompanied herself as part of 
her composition lessons. She also studied important European composers and styles 




 In 1993, Abe was the first woman to ever be inducted into the Percussive Arts 
Society Hall of Fame. She has toured worldwide as a heralded marimba artist, appearing 
as a soloist at renowned venues in addition to performing with acclaimed orchestras as a 
concerto soloist. Her compositions and commissions comprise some of the most 
significant works in the percussion repertoire. Advancing the standard for marimba 
performance, Abe worked with Yamaha Corporation to design their five-octave marimba. 
 Identifying Abe’s compositional style helps inform an analysis of her works. Her 
consistent use of certain elements demarcates her unique style: ostinato bass (usually 
used to accompany a melodic line), pedal point, dissonance (often tri-tones and minor 
seconds), and quartal/quintal harmonies. Examples 3.1 and 3.2 show these elements 
within her popular works. 
Example 3.1. Abe, Variations on Japanese Children’s Songs (1982), p. 3. 
 
 










 Abe’s compositions evoke a Japanese style through her employment of Japanese 
and musical aesthetics. In particular, she uses ma, a term drawn from art and architecture 
to describe the space between objects that create balance. In music, ma is the force that 
opposes sound and subjects it to silence (Hoefer 2012, 7). The periodic pauses and 
cessation of activity are welcome, as marimba compositions all too often tend toward 
perpetual motion. Example 3.3 shows ma during the cadenza, where space has been 
placed after the first two figures through the use of fermatas. 
Example 3.3. Abe, Prism Rhapsody, ma, p. 10. 
 
 
 Rhythm in traditional Japanese music plays an important role in defining different 
genres such as Gagaku, Kabuki, and Noh. Prism Rhapsody is influenced by these genres 
and places strong, clear, metric sections alongside freer out-of-time sections. 
 The form within sections of Prism Rhapsody often reflects jo-ha-kyū, a three-part 
organizational method. Jo means “introduction,” ha means “interruption or scattering,” 
and kyū means “rushing to the end” (Hoefer 2012, 8). This concept is very broad and it 
can be used to describe an entire concert program, the overall formal structure of a piece, 
a small section within a piece, or a musical phrase. 
 In Prism Rhapsody, jo-ha-kyū is seen in the marimba cadenza in measures 223-




begins with a rhythmically stable left-hand accompanimental pattern as the right hand 
plays a melody. It then increases in speed and energy to the end of the section and then 
transitions to a chorale. 
 Abe often uses another Japanese convention akin to Taiko Tetsuke rhythmic 
patterns. She uses this effect with patterns in which one hand plays an ostinato line while 
the other plays either a syncopated or rhythmically free melody above it. This can be seen 
back in Example 3.1 in which the left hand plays an ostinato while the right hand 
performs a metrically displaced melody then ultimately lines back up with the left hand 
on a downbeat, commencing the next phrase. With an understanding of Abe’s 
compositional style and use of Japanese idioms, a comparison of the forms of Prism Solo 
and the subsequent Prism Rhapsody is enlightening. 
 Prism for Solo Marimba is in a three-part A-B-A' form and includes an 
Introduction and Coda. Table 3.1 contains an analysis of the form, tonal centers, and 
themes. The concept of jo-ha-kyū can be seen in the two different themes and return of 
the first theme with variations. 
Table 3.1. Form of Prism for Solo Marimba 
Measure Section Tonality Description 
0 
Introduction 
G major No meter or tempo indication; two primary rhythmic motives introduced 
1-22 G minor Tempo established; sextuplet motive and melodic cells introduced 
23-47 A (Jo) G minor First Theme 
48-65 B (Ha) G major Second Theme (meno mosso; dolce) 66-75 “A7”→D→ Transition 
76-104 
A' (Kyū) 
G minor First Theme with variations 
105-114 Unstable “D” 
Transition with variations of melodic 
cells (similar to the Transition above) 
115-End Coda G major Similar to first half of the Introduction 




 As seen in Table 3.1, the piece centers around G, often shifting between G major 
and G minor. There are two rhythmic motives used throughout the entire piece, as seen in 
Example 3.4. Each motive recurs several times and occasionally the two are connected 
musically. Along with rhythmic motives, four melodic cells pervade the piece, shown in 
Example 3.5. These primary motives and melodic cells undergo transposition, sequence, 
and chromatic alteration to create the essence of this solo marimba masterwork. 
Example 3.4. Main rhythmic motives. 
 
Source: Àlamo Santos, Juan Manuel. 2008. “A Performance Guide and Theoretical Study 
of Keiko Abe’s Marimba d’Amore and Prism Rhapsody for Marimba and Orchestra.” p. 
32. 
 
Example 3.5. Melodic cells. 
 
Source: Àlamo Santos, Juan Manuel. 2008. “A Performance Guide and Theoretical Study 
of Keiko Abe’s Marimba d’Amore and Prism Rhapsody for Marimba and Orchestra.” p. 
33. 
 
 Prism Rhapsody includes most of Prism Solo and the rhythmic motives and 
melodic cells from Examples 3.4 and 3.5 inspire newly crafted themes in the Rhapsody. 
Table 3.2 shows the structure of Prism Rhapsody. As a rhapsody, the piece has no 
specific standardized form. Instead, it is built on multiple different sections unified by 
thematic recurrence. Similarities between the Table 3.1 and Table 3.2 are shown in the 




Table 3.2. Structure of Prism Rhapsody for Marimba and Orchestra 
Measure Rehearsal Section Tonality Description 
1-29 1 Introduction A minor Orchestra introduction, dissonant trills, and pedal point 
30-33 4 Interlude G Marimba soloist opening statement 
34-62 5 Section 1 C 
Soloist improvisation over a string 
ostinato with emphasis on notes C, 
G, A-flat, B, D, E, and B; the A-flat 
foreshadowing modal mixture 
63-129 7 Section 2 Unstable 
New material based on an eighth-
note rhythm layered on top of an 
ostinato 
130-139 -- Interlude -- 
Orchestra percussion interlude 
incorporating the two rhythmic 
motives found in the original 1986 
solo 
140-159 12 Section 3 G major and minor 
Soloist emphasis of previous 
motives, use of six mallets, and use 
of pentatonic motives 
160-176 14 Section 4 G minor 
Sextuplet introduction to the First 
Theme using modal mixture over A 
and D pedal points 
177-205 16 Section 5 G minor Prism Solo’s First Theme with slight variations 




Orchestra interlude starting in E-flat 
major and moving to B-flat major 
222-244 20 Section 7 A minor and E major 
Cadenza incorporating four-mallets 
and ending with a chorale outlining 
diminished chords 
245-248 21 Interlude G major Orchestra interlude setting up the next section 
249-267 22 Section 8 G major Prism Solo’s Second Theme 
268-287 25 Section 9 G minor Variations based on the Prism Solo’s First Theme with new material 
288-324 28 Section 10 D “major” to E-flat to D 
Variations of the sextuplet motive 
and new material 
325-339 31 Section 11 G major and D major 
Starts in G major then moves to D 
major 
340-End 33 Section 12 D Unexpected conclusion in D 





 The Introduction has a tonal center of A, then transitions through G to prepare for 
Section 1 centered on C (Example 3.6). The major third on top of the C implies C major, 
but the sixth scale degree A-flat implies C minor. The ostinato lasts for twenty-nine 
measures and gives a feeling of extended ambiguity through mode mixture. Interestingly, 
the final two measures of the entire work recall the major mode with a lowered sixth 
scale degree as seen in Example 3.6 (in D Major). 
Example 3.6. Abe, Prism Rhapsody, p. 4. 
 
After the Introduction, Prism Rhapsody is largely in G with modal mixture like Prism 
Solo and features instances of pedal point, ostinato, pentatonicism, pandiatonicism, 
atonality, dissonance, cadenzas, and rhapsodic freedom. These elements are highlighted 
in Table 3.2. 
 As with most advanced marimba pieces, there are a number of technical 
challenges in Prism Rhapsody that require the performer to think creatively and plan 
wisely for strong execution. One representative example is shown in Figure 3.1 and 





Figure 3.1. Extended techniques 
The first picture (taken from rehearsal number 7) necessitates that the player uses an 
atypical technique through placing the outside left mallet on the furthest end of the bar to 
allow space for the right hand’s mallets to move freely underneath. The second picture 
(rehearsal number 12) demonstrates an instance in which the left hand’s third mallet is 
placed outside the node on the edge of the bar close to the performer; similarly, this 
allows the hands to alternate chords without interfering with one another. 
 In Prism for Solo Marimba, Abe’s goal was to showcase the marimba by writing 
a full-sounding, stand-alone, virtuosic piece for only two mallets (Àlamo Santos 2008, 
31). Her stunning display of technique and conveyance of melody and accompaniment 
with just two mallets propelled the art form and technical standards forward. From the 
premiere in Poland in 1986 to the piece’s performances now, one marvels at the creative 
transformation that resulted in the full orchestra Prism Rhapsody with its significantly 
increased duration, technical demands, and musical vocabulary.
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Chapter 4: Side by Side by Michio Kitazume 
 Michio Kitazume was born in 1948 into a musical family in Tokyo, Japan. His 
education began at the Tokyo National University of Fine Arts and Music where he 
studied composition with Tomojiro Ikenouchi, Akio Yashiro, and Teizo Matsumura. He 
also studied piano with Shozo Tsubota and conducting with Hideo Saito and Masamitsu 
Takahashi. His compositions include works for orchestra, wind ensemble, mixed 
chamber ensemble, vocal ensemble, traditional Japanese instrument groups, and 
mandolin orchestra. 
 In 1977, Kitazume joined “Ensemble Vent d’Orient,” a collaborative group of 
performers and composers. He served this group as a composer, conductor, and producer. 
He is credited with broadening the ensemble’s programming to include more 
contemporary works. As a composer, he won multiple prizes at the Nakajima Kenzo 
Competition. 
 Kitazume is currently Director of the Japan Society for Contemporary Music, 
Professor Emeritus of Aichi Prefectural University of Fine Arts and Music, and Visiting 
Professor at the Tokyo College of Music (Kitazume, n.d.). 
 Side by Side (1989) by Michio Kitazume is a multi-percussion solo piece 
originally composed for percussion and orchestra in 1987. The title originates from the 





(Kozakis, 2018). Instrumentation consists of an assortment of concert toms, congas, 
bongos, and kick drum. The composer allows instrument substitutions as long as they 
remain membranophones, an instrument that produces sound through the vibration of a 
membrane (drumhead). Utilizing contemporary notation without barlines, Side by Side 
consists of melodic cells indicated by groupings of notes surrounded by a bracket on 
either side. The contents within a bracket must be repeated one time unless notated 
otherwise. Cells with a number marked after the cell must be repeated that exact number 
of times, while cells with a range of numbers may be left to the soloist’s discretion. Cells 
range anywhere from only a few notes to long passages. 
 Cells vary in duration and asymmetric groupings, thus creating challenges when 
practicing with a metronome. Though the hands work together in many instances, much 
of Side by Side consists of multiple strokes with one hand while the other hand plays 
periodic single notes, often supporting the melodic line. A pedal bass drum is introduced 
in one of the later sections of the work and initially underscores longer groupings then 
ultimately increases in activity toward the end of the section. The piece is through-
composed with only a few returning cells towards the end; it follows no standard form. 
 In the opening of the work, a steady dotted eighth-note ostinato is periodically 
interrupted by eighth notes on other drums. Longer eighth note patterns are slowly 
introduced and grow in volume, appearing more often. Later occurrences consist of full 
melodic patterns interrupted by interjections of different material. Another notable 
element of the first two staves is the gradual addition of extended eighth-note patterns 
leading to the third line of music which provides the first full melodic idea. Example 4.1 




Example 4.1. Kitazume, Side by Side, p. 1. 
 
 
 The music of the first three staves is steady and quiet with a slow crescendo that 
culminates in fortissimo before shifting back to piano unexpectedly. From the audience’s 
perspective, this effect can be highly impactful if executed properly. The performer can 
heighten this effect by adding a slight crescendo to the end of the fortissimo phrase and 
carefully executing the piano stroke. Careful practice with attention to the volume drop 
while maintaining proper sound quality on the drums is advisable here. 
 The next section begins with ongoing asymmetric patterns featuring tenuto 
markings indicating that a note should be slightly emphasized. The second line on this 
page features the first case of polyrhythmic statements indicated by accents implying 
different rhythmic/metrical groupings. The first statement consists of a two against three 
polyrhythmic base (indicated by 2:3) with an accent on the first of every five notes in the 
left hand. The second statement is 4:3 with an accent on the first of every five notes in the 
right hand and on the first of every three in the left. As seen in example 4.2, the patterns 
on the top of page two cycle through complex permutations and finally arrive at a 




Example 4.2. Kitazume, Side by Side, p. 2. 
 
 
 From the outset of the piece until the middle of the second page, there is perpetual 
motion. A breath mark indicates a momentary reprieve after which new melodic cells are 
introduced followed by shifting dynamics, cell repetition, and polyrhythmic recurrence. 
Cells often undergo repeats at different dynamic levels at this point in the piece. 
 The entirety of page three encompasses multiple elements of alignment and 
displacement until reaching one distinct sectional point at the beginning of page four. 
Each of the performer’s limbs plays independently from one another, implying that each 
one exists in a different meter. Each limb has a specific pattern that when stated a certain 
number of times creates a cycle back to its beginning note. The first pattern, played in the 
right hand alone, fits into a standard 4/4 time signature. This pattern completes a full 
cycle every three statements and totals five full cycles before repeating the page. This 
becomes apparent through alignment with the left hand’s dotted-eighth notes occurring 
on the beginning of every third right-hand pattern (indicated by the long freehand lines 
drawn by the performer that are evident in Example 4.3). The left-hand pattern and bass 
drum imply a 15/16 time signature if considered aligned with the pedal bass drum which 
enters when the section repeats. The pedal bass drum pattern aligns with every fifth left-
hand note; it only aligns once with each sixteenth note of the right hand’s pattern one 




the starting note of the next section. The expected sound would be a downbeat with all 
three limbs—instead, a sudden shift down to mezzo piano with a new melodic cell 
introduces the new section. 
Example 4.3. Kitazume, Side by Side, p. 3. 
 
 
 The next section provides more instances of hand/foot independence and melodies 
presented in one hand. This is executed by playing the melody solely with one hand while 
the other fills in the extra notes. The inclusion of printed accents and variance in stick 
choice (such as the combination of hard and soft mallets) further help bring out the 
melodies. Another significant point affected by the written accents and stick choices 
occurs on page four at the end of line two through the middle of line three. In this section, 




by this point has transitioned to a hard mallet or wooden stick—while the left hand plays 
the melody. The right-hand notes are identified by an accent and the accelerando is 
rhythmically implied rather than actually speeding up. 
 The remaining material throughout the rest of the piece—with the exception of a 
few new soloistic interjections—consists of material heard previously throughout the 
piece. This recapitulation of material undergoes quicker dynamic changes, and fewer 
repeats until the ending in which the performer plays steady eighth-notes in the right hand 
while the left hand ascends poignantly with legato notes until the final soft staccato 
stroke. 
 Side by Side is an appropriate piece for a student recital, audition, or competition. 
It offers a challenging learning process through reading contemporary notation and 
patterns that can be difficult to memorize. Insightful analysis aids in understanding 
musical shape, memorization, and technical accuracy across the multiple-percussion set-
up. Overall, Side by Side sits among other well-known perpetual motion multi-percussion 




Chapter 5: Summer Daybreak by Christopher Norton 
 Christopher Norton composed Summer Daybreak for solo vibraphone and 
dedicated it to his youngest daughter Elise as the tongue-in-cheek subtitle “Für Elise” 
denotes (referencing the well-known Beethoven piano solo). Written in the summer of 
1994 when Elise was born, the title references awakening early with a newborn. Summer 
Daybreak is a six-minute advanced work for four-mallets and is cast in Norton’s 
trademark jazz-pop idiom. 
 Norton’s compositions appear on multiple international marimba competitions 
required repertoire lists. To date, his works are published by Innovative Percussion, 
Alabaster Music, and Pioneer Percussion. His popular works include multiple 
instrumental settings: for marimba Commercial Inclination, Single Generator, Elegy, 
Forsythian Spring, and November Evening; for timpani, Two Movements for Timpani 
Duo and Etude No. 1; and for multi-percussion, Piece for the Panel. He has created many 
percussion ensemble arrangements of holiday classics for Belmont University’s 
Christmas at Belmont programs, aired annually on PBS. Among his other percussion 
ensemble works are arrangements of original compositions such as his recent The Bell 
Tolls and Commercial Inclination (for percussion ensemble). He has also written works 




 Norton’s compositional diversity parallels his percussion background. He 
currently serves as Professor of Music and Director of Percussion at Belmont University 
in Nashville, Tennessee. He also performs with the Nashville Symphony, Sympatico 
Percussion Group, ALIAS Chamber Ensemble, and annually at the Peninsula Music 
Festival Orchestra. Formerly, he taught percussion at Western Kentucky University and 
was a member of the Nashville Chamber Orchestra, Bob Becker Ensemble, and Jack 
Daniel’s Silver Cornet Band. He has also held percussion positions in the Rochester 
Philharmonic, Baton Rouge Symphony, Eastern Philharmonic, Virginia Symphony, and 
Alabama Symphony. He earned a doctorate from Louisiana State University and both 
bachelor’s and master’s degrees from the Eastman School of Music. 
 Norton is a Malletech artist and has presented clinics and recitals in the United 
States, Europe, and at numerous Percussive Arts Society events. Within the Percussive 
Arts Society, he previously served as Chairman of the Keyboard Committee and as a 
state chapter president. His CD for solo marimba entitled Christopher Norton: Creston 
Concertino for Marimba features several first-edition recordings of twentieth-century 
American works. In 2011, the ALIAS Chamber Ensemble released a Grammy-nominated 
recording featuring the music of Gabriela Lena Frank, including the premier recording of 
her marimba duet, Danza de los Saqsampillo. Norton also performed with the Nashville 
Symphony on their Grammy award-winning recording of Michael Daugherty’s music. In 
2012, he and his wife Leslie Norton released This Road We’re On, a CD of their own 
commissioned duos for horn and percussion. 
 Aside from percussion, Norton serves as Music Director and Conductor of the 




Nashville Ballet, and Nashville Chamber Orchestras as well as the Alabama Symphony 
and various university orchestras. He also appeared in Carnegie Hall as one of five 
conductors leading the Nashville Symphony’s performance of Charles Ives’s Universe 
Symphony. 
 Summer Daybreak—like many solo vibraphone compositions of this genre—
requires the performer to analyze what is melody, accompaniment (both rhythmic and 
chordal), bassline, and “fills.” The performer must then render appropriate voicings and 
balance of these items. Decisions regarding pedaling, half-pedaling, and mallet 
dampening must be made to underscore the performance goals. Example 5.1 shows a 
sample analysis of all the above elements where I used circles to indicate appropriate 
areas for full sustain.  
Example 5.1. Norton, Summer Daybreak, sustained chords, p. 1. 
 
 
 The form of Summer Daybreak is based on the A, A, B, A form seen in many jazz 
standards, with the introduction of melodies followed by improvisations over the same 
harmonic progression. The detailed form of Summer Daybreak, seen in Table 5.1, 
consists of nine sections: Introduction, A, A, B, A, Improvisation, A, B, and Coda. Each 
return of an “A” or “B” section provides a recognizable melody and respective chord 
progression. Nesting of formal structures is also notable. For instance, the Improvisation 








Table 5.1. Form of Summer Daybreak 
Measure Section Form Description 
1-5 One Introduction 
Sanguine, 3/4 time, sustained 
chord, piano, arpeggiated E-
flat major chord with added 
ninth 
6-15 Two A 4/4 time, first melody, mezzo piano 
16-25 Three A 
First melody (repeated), 
mezzo forte, new 
embellishments 
26-38 Four B Second melody, forte 
39-48 Five A First melody (8va), piano and forte 
49-81 Six Solo 
A, A, B, A form, 
melody/accompaniment still 
present,  
82-91 Seven A First melody, piano and forte 
92-104 Eight B Second melody, forte 
105-End Nine Coda 
First melody with walking 
bass, fortissimo, arpeggiated 
E-flat major chord with added 
ninth, 4/4, 2/4, and 3/4 time 
Source: Norton, Christopher. 1994. Summer Daybreak. n.p. 
 
 The Introduction is labeled “Sanguine” in 3/4 time at a piano dynamic. With the 
vibraphone motor on (providing a vibrato effect), a shimmering chord sustained in the 
highest register starts the piece. An arpeggiated E-flat major chord with an added ninth 
soon enters and after a few measures undergoes a rallentando into a fermata as the soloist 
turns the motor off. With an indication of “a tempo,” Section Two introduces the main 
theme of the piece in 4/4 time. The first melody occurs in the right hand at a mezzo piano 
dynamic while the left hand provides accompaniment. Section Three provides a repeat of 
the first melody with new embellishments at a mezzo forte dynamic. Section Four states 




with transitional material reused from previous sections of the piece, as seen in example 
5.2. 
Example 5.2. Norton, Summer Daybreak, transitional material, p. 2. 
 
 
Section Five reintroduces the first melody an octave higher than before. The second half 
of this section, however, grows to a forte dynamic and features new accompaniment 
material. 
 The Improvisation Section utilizes the same chord progressions as previous 
sections and evokes an improvisational style. The importance of melody versus 
accompaniment remains throughout this section, akin to a lead player “taking a chorus” 
in a jazz tune while the bass and keyboard provide accompaniment. The end of this 
section is derived from Section Four’s transitional material. Sections Seven and Eight are 
a reprise of Sections Three and Four. After familiar transitional material, the Coda 
commences with the beginning two measures of the first melody and adds a new walking 
bass line. The final four measures repeat the material from the Introduction with the 
motor turned back on. The final fermata sustains an E-flat major chord with an added 
ninth as the soloist slowly decreases the speed of the motor until it is fully off and mutes 
the “F” notes (the ninth) to resolve the chord into a consonant ending. 
 Summer Daybreak requires advanced four-mallet jazz vibraphone techniques and 
sensitive attention to pedaling and phrasing. By focusing on these details, the performer 




takes advantage of the vibraphone’s ability to provide shimmering high overtones, 
sustained chords, articulate passages, vibrato, and melody versus accompaniment. For 
these reasons, Summer Daybreak proves useful as recital and audition literature or as a 
learning piece for the advancing vibraphonist.
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Chapter 6: Triptych Boom by Chad Floyd 
 Chad Floyd’s Triptych Boom was written in 2014 for solo snare drum with 
accompaniment. The accompaniment exists in two versions, one for digital audio and one 
for percussion trio. Motivic devices in Triptych Boom often revolve around groups of 
three notes resulting in syncopated figures which create rhythmically challenging lines 
for the soloist. Faced with logistical challenges of multiple stick changes and quick 
transitions, the soloist must ensure efficient movement around organized stick trays. This 
chapter will address these logistical challenges, present an analysis of the piece, and 
discuss compositional techniques based on an interview with the composer. 
 A percussionist, educator, and composer, Floyd (born in 1977) is currently 
Associate Professor of Percussion at Campbellsville University where he teaches applied 
percussion and directs the steel band, percussion ensemble, and drumline. He also serves 
as President of the Kentucky Chapter of the Percussive Arts Society and as director of 
Steel Appeal, a steel drum academy in Campbellsville, Kentucky. His degrees are from 
the University of Kentucky, Belmont University, Eastern Kentucky University, and 
Campbellsville University; his primary percussion teachers include James Campbell, 
Todd London, and David Johnson. 
 Triptych Boom is notable for its exploration of the timbral palette of the orchestral 




playing of the drum both with snares on and off. The use of a particular type of snare 
drum with distinctive hardware—notably the snare drum strainer and release lever—is 
vital to the success of rendering the quick timbral changes indicated in the score. 
Example 6.1 shows an excerpt which requires the soloist to transition rapidly from 
playing with normal drumsticks to bundle sticks while simultaneously moving the snare 
release lever to disengage the snares. If the performer chooses a snare drum with a lever 
that lowers to the right side of the strainer, then the right hand is more able to release the 
lever. The most efficient way of releasing the lever and preparing for the following 
section is achieved by ending the roll from the previous measure, separating the hands to 
place the drumsticks on two separate stick trays, and then using the right hand to lower 
the lever while the left hand simultaneously grabs both bundle sticks. If properly 
executed, the performer should complete the maneuver holding a bundle stick in each 
hand with enough time to play the next note. 
Example 6.1. Floyd, Triptych Boom, p. 4. 
 
 
 This brings to question how stick trays should be organized for the performance 
of this piece. Because of the many and varied stick changes in this piece, placing a stick 
tray on both sides of the drum facilitates smooth and easy transitions. As shown in Figure 
6.1, the sticks are carefully placed to maximize coordination and minimize movement, 
limiting wasted energy and valuable time. Two pieces of foam or similar material placed 




stick during quick transitions. The music often calls for the performer to use two different 
stick types, such as brush and stick or stick and hand. For this reason, two trays may be 
set up to eliminate crossing over from one hand to the other. 
 
Figure 6.1. Stick tray organization 
 In a Zoom interview that I conducted with Floyd on October 13, 2020, he 
answered various questions about his approach to composing, his motivation behind 
writing Triptych Boom, and the themes within the piece. I present a summary of what I 
learned below. 
 Floyd’s inspiration for writing Triptych Boom can be traced back to the 2013 
Percussive Arts Society Composition Contest, which requested a concert style solo with 
electronic accompaniment. To create a contest submission, Floyd began experimenting 
with the software-based music recording program GarageBand and its functions to 
discover sounds as he explored ideas. Despite not placing in the final round of the 
contest, he was still happy with the end product and submitted the solo to Tapspace 




original digital accompaniment sounded too “retro” and instead recommended a live 
ensemble version. 
 Floyd’s compositional process consists of five phases. The phases are outlined in 
his handout entitled, “My Approach to Percussion Composition,” which was presented at 
the Indiana Music Educators Association Professional Development Conference on 
January 18, 2020 (Floyd 2020). 
 Phase One, “Pre-Writing,” allows Floyd to decide the instrumentation and 
deadline. Generally, he will write one piece per “season,” which can be compared to an 
academic “trimester”—spring, summer, and fall. This year (2020), however, COVID-19 
afforded Floyd more time and resulted in greater compositional productivity. In Phase 
One, he also decides whether he will compose at the instrument or at the computer using 
the music-writing software called Sibelius. 
 During Phase Two, “Jamming,” he plays at the instrument or at the Sibelius 
keyboard for an allotted amount of time with the intention of letting the results happen 
naturally. He records each session for later review in which he finds motives that can be 
incorporated into the piece. Motives that are not accepted are saved to a computer folder 
for future compositions. Within a one-hour session, Floyd generates multiple ideas to 
incorporate into the next phase. 
 In Phase Three, “Outline Development,” he assigns functions to the motives 
derived from Phase Two. Ideally, numerous elements such as an introduction, 
developmental material, climax, or other similar features will be present. Arranging these 




 Phase Four, “Connecting the Dots,” is devoted to developing transitional material 
that bridges the sectional elements in Phase Three. By combining these parts, the finished 
product begins to emerge. According to Floyd, Phase Four is the most challenging. 
 Phase Five, “Production,” consists of recording the completed work in audio and 
video formats, editing, and engraving to ensure everything appears at an acceptable 
standard. After this, he begins proofing each part at the instrument or gives the part to 
someone else to play. Once finished, he will either submit the piece to a publisher or keep 
it for himself. 
 For Triptych Boom, the development of accompaniment parts came through 
experimentation in GarageBand. Floyd took advantage of the program’s arpeggiator and 
cycled through lists of sounds to develop what would later become the keyboard parts. 
After Tapspace Publications requested the live accompaniment version, he imitated the 
GarageBand sounds by replicating the audio playback on acoustic instruments; one 
creative example was his use of the “muffled” xylophone. He ensured that every part 
could be played by one person and only involved instruments commonly found in a 
school’s band hall. 
 In Floyd’s program notes, he describes the work as follows: 
 Triptych Boom was built primarily around the concept of utilizing groupings of 
 three. The snare drum soloist presents this concept throughout the work by 
 performing rhythmic patterns in groups of three successively and also by 
 performing at multiple places on the drum (oftentimes being three different areas, 
 such as the center, edge, and rim) . . . The inspiration of the piece stems from the 
 composer’s exploration of the different ways in which the snare drum can be 
 performed while conforming to a motivic device that identifies the work. (Floyd 





 Groupings of three is Floyd’s main compositional technique in Triptych Boom. 
Often, the soloist is instructed to play a short idea three times on three different areas of 
the drum. These groupings then become metrically displaced, as seen in Example 6.2. 
Example 6.2. Floyd, Triptych Boom, p. 1. 
 
 
 Additional cohesion in Triptych Boom comes from its formal structure, as seen in 
Table 6.1. The absence of a “standard” form allows the piece to follow a sectional 
organization with individual sections and transitions between them. 
 The piece opens simply and quietly with the soloist and accompaniment 
exchanging rhythmic figures. After this introduction, three eight-measure phrases ensue 
with the soloist providing rhythmic motives over a “groove” in the accompaniment. After 
an eight-measure transitional phrase similar to the introduction, the soloist and 
accompaniment have an imitative dialogue followed by the soloist playing improvisatory-
sounding figures over the accompaniment (essentially a repeat of Section A). Section B 
incorporates a faster tempo and heavier groove. The accompaniment alternates four-
measure phrases over which the soloist plays Latin-inspired rhythms with bundle sticks. 










 The following transitional phrase leads to a short, relaxed section containing 
imitation between the soloist and accompaniment parts. This serves as a bridge to the 
final two sections of the piece. Featuring a faster tempo and ostinato accompaniment, 
Section C begins with long sixteenth note passages alongside rising and falling dynamics 
in the solo part. Next, the solo part implies the feeling of slowing down by cycling 
through rhythmic changes from sixteenth notes to triplets and then eighth notes within 
settings of three while progressively becoming quieter. Supporting this effect, the 
accompaniment parts drop out one-by-one until reaching complete silence. Finally, the 
piece ends with a short coda similar in style to the opening, incorporating brushes, three 
as a motivic device, and minimal supportive roles in the accompaniment. 
Table 6.1. Form of Triptych Boom 
Measure Section Description 
1-8 Introduction Quiet, imitative, and introduces motivic development 
9-32 A First groove stated with ostinato accompaniment 
33-40 Transition Imitative and similar to the introduction 
41-59 A' Similar to Section A with a different ending 
60-67 Transition Similar to the first transition with different rhythms 
68-87 B Faster tempo and heavier groove 
88-95 Latin Latin inspired groove 
96-113 Transition (Bridge) Extended transition leading to the new section 
114-149 C Faster tempo, ostinato accompaniment, legato passages, dynamic changes, and slowing rhythms 
150-End Coda Similar to the introduction, minimal accompaniment, and abrupt ending 




 Many college percussion programs require intensive snare drum study throughout 
their four-year curriculum, yet there are few solos that are appropriate for the culminating 
senior recital. Floyd’s Triptych Boom not only fills that niche but also his provision of 
both digital and ensemble accompaniment makes the work wonderfully accessible to 
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